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Chapter. I 
INTRODUCTION 
CHAPTER - I 
I N T R O D U C T I O N 
Rembrandt was the Netherland's greatest artist. 
Rembrandt's output was tremendous. His life was very 
tragic. He was a Dutch artist a starting date of Dutch 
art "around 1600" he began his work around 1625 without 
studying his teachers and precarsors. 
The art historian the turn of the century reveals 
itself as a time of transition from Mannerism to well 
something else. Dutch mennerism as such or to be more 
specific, late Dutch mannerism which reached its pinnacle 
of refinement just before "1600". It was the 
classicists, both old and young who invested the Dutch 
art scene at this time with greater richness and 
complexity. One member of the younger generation was 
Rembrandt's teacher Pieter Lastman. His career is 
typical of the group of painters who have been lumbered 
with the helpless designation of "Pre-Rembrandtists". 
There were other groupings that played a part in 
the years spanned by Rembrandt's youth. One of them was 
the movement that modeled itself on Caravaggio. It 
actually took root only in Utrecht, though its influence 
was felt in Haarlem and Amsterdam as well. The year 
1620 is the yearliest date we can assign to any Dutch 
painting in this style. 
Portraiture was dominated rather by a robust 
naturalism of classicist stamp, along lines pioneered by 
Rubens and here too, it was the "universal" rembrandt 
rather than the "Dutch" "Frans Hals" who modified and 
deepened the character of portraiture later in the 
century. 
We are fortunate in being able to call on the 
testimony of an extraordinary man who in the twenties 
happened to write his autobiography, of which even the 
original manuscript has come down to us. He was 
constantijn Huygins secretery to the Stadholder, Prince 
Frederick Henry, and a poet, scholar, connoissur, 
collector, and architect-Rembrandts senior by the years, 
Huygens was in his mid-thirties when he noted his 
impressions of the artists of his time in an auto-
biographical sketch of around 1629. He brought unusual 
qualification in the task, for he had enjoyed a well-
rounded education in the arts and the humanities. He had 
played musical instruments and written poems while he 
was still boy. 
Rembrandt's full name was Rembrandt-Harmenszon 
Van Rijn. His father was a prosperous miller. His 
father to let him study art but he determined to became 
a painter in school he always should more interest in 
design. Mr. Jacob Van & Swanenberch was his teacher. 
His earliest dated paintings show that at the age of 
twenty he has formed independent views about art in 
general and about his own professional aims. He first 
studied art with an obscure Leiden painter from about 
1621 to 1624. Then he studied with Pieter Lastman in 
Amsterdam he was a fashionable portrait painter. About 
1625 Rembrandt returned to Leiden to paint on his own. 
Rembrandt quickly achieved local success. he 
began to teach in 1628 and his strong personality 
continued to attract students and followers throughout 
his career. 
About 1632, Rembrandt moved to Amsterdam. he 
remained there for the rest of his life, except for a few 
shorttrips within the Netherlands. In Amsterdam he got 
commissions of portrait paintings, Etchings, Graphic art 
was also his favourate art work. 
Hendrik Van gave him the order of portrait 
painting of Saskia she was a well - to - do girl. Saskia 
and Rembrandt developed a mutual attraction and Rembrandt 
made her figure in Etching and portrait. They married in 
"1634". They had four children but only one 'Titus' 
survived infancy. Rembrandt at once becomes popular as a 
portraitist and soon obtains the hi9h destirct of a 
commission fromthe political head of the country Prince 
Federick Henry or orange to paint a cycle or religious 
paintings for his private chapse. 
In 1632, Rembrandt painted the 'Anatomy lesson' 
of Professor Tulp. The painting was a group portrait of 
eight men and immediately established Rembrandt's 
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reputation as the most fashionable portrait painter in 
Amsterdam. Rembrandt became wealthy and eagerly 
collected works of art. In 1639, he bought a large, 
heavily mortc^oged house. In the words of Rembrandt's 
painting objects take very little space for they are 
consumed and transcended in that almost monocrome 
substance in which the mystic gold of an alchemist 
infuses and vitalises the brown silt of the earth's 
origins. 
He spent money like water in buying new jewels 
and new dresses to paint his wife Saskia in different 
styles. He bought the work of other artist to create a 
fairy atmosphere around his fairy wife. But soon his 
happiness was perished his two boys died one after 
another. Tragedy did strike Rembrandt in 1642 when his 
beloved wife, Saskia, died. Also the mature Rembrandt 
did not enjoy the wide popularity he had as a young 
painter. Although he still ranked as one of his 
country's leading artists, he ran short of many. The 
house he purchased in 1639 was too expensive. Rembrandt 
also collected works of art as a scale he could not 
afford. Most importar t , he hegan to paint more and 
more for himself. 
During last period, Rembrandt's art gained 
steadily in spiritual depth and pictorial richness. His 
wonderful light now seemed to glow from within his 
works. 
Rembrandt was forced to declare bankrupty in 
1656. His house and possessions were sold at auction in 
1657 and 1658. But when he died on October 4, 1669 he 
left his surviving relatives a fairly large inheritance. 
Rembrandt was the first painter in the history of 
art to work so directly with the medium, yet not other 
artist has spiritualized the matiers of the picture as 
he did. Rembrandt alone mastered all these field thanks 
to the richness and universality of his coevals. 
Chapter II 
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LIF SKETCH OF REMBRANDT 
Rembrandt's life was outwardly uneventful. He 
never once crossed the narrow frontiers of his native 
land - his elleyed visit to England is a legend - and 
from beginning to end his destiny as an artist worked 
itself out in Holland alone. 
In Rembrandt's time Holland enjoyed a position of 
world wide. Rembrandt never used that gateway as a means 
of access to court circles is characteristic of this 
great artist. His mind was a world in itself, rich with 
the experience of his inner life. He had no need to 
travel, a paintiny or drawing, even a mere print, was 
enough to conjure up before his inner vision all the 
grandeur and majesty of Italian art. In the same way it 
was familiar with the best period of German art. A piece 
of cloth, a utensil or a piece of sculpture, a sword or 
hilmet, was enough for this great visionary the life 
again. Such were Rembrandt's travels, these were the 
realms in which his spirit ranged with him the inner 
life was everything. 
Also his private life was richer in dramatic 
human experience than that of most of his contemporaties. 
Though confined to the narrow bounds of two Dutch cities, 
t Book - Biographical and Critical Study, 'OTTO BENESCH'. 
his career spanned the full circle from wealth and 
prosperity - superaboundanti was how he described his 
former affJlence before the court of justice - disrest 
poverty from domestic happiness and security in early 
days to loveliness and isolation in old acje, from brief 
celebrity the oblivion once his work had yone out of 
fashion. 
"Rembrandt Van Rijn was born in to a lower 
middle - class family on July 15, 1606 in the old 
University town of Leiden". His father, Harmen Gerritoz 
was a miliar, well-to-do in a modest way. The family 
took its name from the Rhine, on one arm of which his 
father's mill stood. It was in a house in the 
weddesteey, a lorne on the ranpart above the river, that 
Rembrandt was born. His mother, 'Neeltye' was a pious 
soul whome we often see in Rembrandt's pictures, prosini., 
the Bible or fitjurinc^  in a biblical scene with the 
stately diynity of a prophetess or a sibyl. She it was 
no doubt who 9ave him his preditiction for the book of 
books. 
Rembrandt's six brothers and sisters ^rew up 
beside him. After the older boys had adopted various 
trades his father decided to train Rembrandt. After 
leaviny swanenburch, Rembrandt moved the Amsterdam where 
he studied for six months with Pieter astman). Lastman 
Though of much shorter duration than his Leiden 
apprenticeship, this period of study in Amsterdam had a 
sudden and decisive effect on the shaping of Rembrandt's 
artistic personality. After his return the Leiden he 
started work as an independent artist his earliest known 
works - drawing and paintings - date from about 1625. He 
and a fellow student, Jan Lievens, slightly younger 
than himself, filled up a studio together and the two 
friends, inspired by the some ideals, eagerly set the 
work in close collaboration. In his autobiography the 
the Dutch port and humanist constantijn huggins has left 
a vivid account of a visit to the studio of Leivens and 
Rembrandt, whose whole hearted devotion to their craft 
impressed him greatly. In addition to his creative 
genious Rembrandt possessed a strong natural bent for 
teaching which even in this youthful period attracted 
several pupils to him. 
As Haygins' narrative makes clear, Rembrandt 
early attracted the attention of Dutch connoisseurs and 
the strange young man such as we see him in the Boston 
self-portrait beside a huge easel, must have been 
regarded as something of a prodigy. 
His parents and his brothers and his sisters or 
the analyse and caricature them as he did his for a 
learned profession. During the early years in Amsterdam 
for in the pictures of that period the features of his 
attractive sister gradually merye in the those of Saskia. 
Even as a child Rembrandt must have shown siyns of an 
exceptional intelligence, for his fathers decision to 
send him to the local latin school proves that he was 
considered capable of qualifying for the relatively high 
position of a jurist. After completing the seven year 
course of classical studies, which certainly contributed 
not a little to establishing his status in later years 
as a "Learned painter" "he was enrolled as a student at 
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Leiden University on May 20, 1620." 
But the ture of art was evidently too strong for 
the soon cut short "his classical studies and entered the 
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workshop of a local painter Jacob Isaaksyvan". Under 
whom he studied as an apprentice for three years. What 
we know of this teacher from his few extant works makes 
it highly improbable that Rembrandt acquired anything 
more from him than the technical foundations of drawing 
and painting. On the other hand the sheer aboundance of 
this master draftsman's output had made his work so 
familiar to the art circles of every country in Europe 
that this contact might easily have been made else where 
Enrolled as a student at Leiden University "May 
20, 1620". 
"Jacob Isaaks Van" first teacher of his classi-
cal studies. 
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own face. They expected him the abide by the well 
established conventions of portraiture - which the 
ambitious youth did, but not without extracting from 
them new and starting effects and outclassing famous 
colleagues in their own special field. 
Commissioned in 1632 to paint a life size group 
portrait of "Professor Tulp's anatomy class", he took the 
opportunity to move a Amsterdam for good, as obviously he 
stood a better chance of getting further commissions of 
this kind as a resident of the petropolitus than as an 
intermittent visitor Economic considerations may have 
been the chief inducement, but once in his new 
surroundings he found fresh and stimulating sources of 
inspiration. 
Rembrandt took lodgings with the painter and art 
dealer Hendrick Van, whose house stood on the corner of 
the Zwanenburgwal and the Anthonies - Bruseraat that the 
house was located at the entrance of the Amsterdam ghetto 
with its old houses and oenerable synagogous - a place 
where the catalogue world of the old testament was still 
a living presence. Rembrandt always relied on the 
firsthand experience of real life to fire his creative 
imagination. In Vylenburch's home he met his host's 
cousin, an orphan girl named Saskia whose father had been 
the local burgomaster, who came of a notable patrician 
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family of Leeuwarden, in Friesland. The younc^  people 
were attracted the each other and their betrothal took 
place on July 5th 16 33 the celebrate the occasion 
Rembrandt made a charming silver point portrait of 
Saskia. They were married a year later, on July 10th 1634 
4 
in the small parish church of St - Anne at Het Bilt. 
Rembrandt's marriage with Saskia was an 
extremely happy one. His success as an artist combined 
with Saskia's affluence and social standing soon led to 
Rembrandt's rise in the social scale, a circumstance 
that spared him. He filled numerous portrait 
commissions, produced a wealth of black and white work, 
and gathered many pupils around him. Though Rembrandt 
carried out a certain amount of graphic work in 
collaboration with his pupils, following the practice 
obtaining in Rubens' studio- Rembrandt by drying on 
his own resources. These teaching methods are to be 
accounted for partly by the type of art produced in 
Holland, where with rare exceptions the large-scale 
official commissions current in Catholic countries were 
unknown partly too by Rembrandt's personal temprament, 
his attitude to his art and his fellow men. While in his 
youth he inscribed the following couplet in the album of 
a German traveler. 
4. He married with Saskia on July 10th 1634. 
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An upriyht mind 
Holds honor above estate, 
In later years he valued most in his relations 
with others was, "not so much honor as freedom" 
individual freedom seemed to this 9reat teacher more 
important than all the drilling of the schools. 
As the activities of a busy studio would have 
surely taxed the accommodation of a ijrivate home, 
Rembrandt fitted up for his use one of the fine old ware-
houses that can still be seen today on the canal banks in 
the heart of Amsterdam, and it was there, very probably, 
that he peinted such large - scale works as the Night 
watch and the Julius Civilis, it was only later when he 
brought a spacious house in the Breestraat, that he had 
a ' childerkamer' of his own and plenty of room for his 
pupils amongst whom spent many pleasant hours sketching 
from the life. 
Encouraged by his new prosperity, Rembrandt's 
taste for collecting developed in to a passion that later 
contributed to his financial difficulties. He collected 
not only the choice garments and jewelry in which he 
decked his young wife when she posed for him, not only 
the curious, precious objects and old weapons which he 
needed as a painter, but also paintings, drawing, prints, 
13 
miniatures and sculpturs which t09ether probably made up 
the most universal and many sided collection of his time. 
In the beyinnincj a commercial motive entered into this 
activity, Rembrandt describiny himself in a notarized 
power of attorney as a "Coopman" a dealer. 
Rembrandt earned with his pictures he spent so 
freely and lavishly on collecting works of art that his 
contemporaries regarded him as an ecentric spendthrift, 
yet no one was more temperate in his personal needs than 
he. Rembrandt experienced not only the inspired those of 
artistic creation and the joys of a happy married life. 
Rembrandt busily enyayed at the beginning of the 
1640 on the "Night Watch" and major works Rembrandt 
suffered the tragic loss of those nearest and dearest to 
him. First his mother died she whom he revived and had 
so often portrayed "The monumental painting of "Manoab's 
sacrifice" in the "Dresden Gallery". 
Thus must have come as a terrible shock to 
Rembrandt, for in light of his art we can guess what 
Saskia meant to him, kindly and inspiring his imagination 
in all his work. Whether biblical Delilah mythological 
Flora and Danal or simply happily mundane The Dresden 
double portrait . 
"Manoob's sacrifice a monumental painting 
(Dresden Gallery). 
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Rembrandt proceeded to re-interpret the 
traditional Dutch Corporation portrait as a human drama 
withdrawan from the here-and-now and transmuted like 
Shakspear's tragedies, in to a lofty poltic unity 
transundiny actuality. 
The 1640s were at first a period of c^roupin^ and 
experiment, most noticeably in the drowiny. As Rembrandt 
broke free of the conventions of the "Modern art" of his 
day. 
He became particular in his choice of the 
commissions he accepted and there was a decline in the 
number of portraits he produced of people outside his 
own circle. Oftener them in the past an initial portrait 
study in form of a drawing or an oil was followed up by 
an etchiny. His activities as an etcher increasingly 
absorbed him and resulted - often after years of work on 
the plates in prints whose velvety depth and mayic 
play of light match those of his paintings. 
Now that they went entirely to v/ork of his own 
choosing his energies knew no bounds. He was untroubled 
by further orders for corporation portraits. From the 
out world show of drama and emotion that had meant so 
much to him in his youth he turned increasingly to the 
silent dramas enacted in the secret places of the heart. 
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Rembrandt had achieved that inner and outer 
freedom which he himself had declared to be the only 
worthwhile aim in life, this aims and those of his 
contemporaries briefly coincided before finally 
saparating for good. In his own world he stood on an 
equal footing with the other great ages of paintings and 
their standard - bearer who belong now more to the past. 
The list of works of art that reads like the 
catalogue of an extensive museum, besides pictures and 
print collections. A collection of antiques including 
both originals and plaster costs in the following years 
three auctions took place one of his art collections, 
another of his house and its appurtenances and a third of 
collection of drawings and sketches, including the large 
series of Rembrandt's own drawings classified by their 
subjects in separate portfolios. 
Inspite of the harassing events that preyed on 
Rembrandt's time and peace of mind during these years, 
they were by for the most artistically fruitful and 
significant period of his whole career. 
Man himself - this was the subject and substance 
of the art of his old age. An arresting autobiography 
unfolds itself before us in his painted self portraits, 
as numerous now as the etched self-portraits of his 
youth. There came a surprising increase in the number of 
16 
portrait commissions he received and accepted, all 
carried out with so deep a spiritual insight that they 
seem like subjects of his own choosing. He produced his 
greatest work in the field of the group portrait. 
THE LEIDEN YEARS 
Of all Rembrandt's work it was the paintings that 
were least appreciated by his contemporaries in the 
highest esteem while the etching warmly praised and 
sought after even in his lifetime, earned him an 
international reputation. 
There are many stands in Rembrandt's art linking 
it up with that of his predecessors and contemporaries. 
He sprang from an art current which, by the time he came 
on the scene, no longer held so dominent a position as in 
the preceding decades, and which appealed above all to 
the educated classes, to connoisseurs, to those who had 
been to Italy and were familiar with the classical poets. 
Rembrandt's teacher Pieter Lastman be longed to that 
group of Dutch artist who, like Rubens, had travelled to 
Rome in the first decade of the new country and come 
under the influence of "the great German painter Adam 
Elsheimer, a master of light and landscape. Rembrandt 
may therefore be described as an indirect pupil of 
Elsheimer. He never met this great teacher, who died in 
6. He influenced by a German painter "Adam Elsheimer" 
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1610, long before he embarked on his career as an artist, 
but he knew his picture well for having collected them 
assiduously and he continued to drew inspiration from 
them even late in life. 
So it came about that, though he never made the 
journey the Italy, Rembrandt was nourished on the act of 
those who had done so, the so-called Italianist, whose 
erudite style still, generally speaking dominated Dutch 
painting at the end of the 16th century but was now 
losing ground before the rising tide of native Dutch 
naturalism. 
Rembrandt's earliest known works go back to about 
1624-1625. These consist of several drawing and one 
painting, an "Adoration of the Magi (J.C. Heldring 
Collection, in Holland). This small panel is still the 
work of a raw youth, though its awakward, ponderous, 
unmastered figures contain intrimation's of the 
grandeur and fullness of his later forms. 
The research work of the past few decades has 
resulted in a sharp increase in the number of paintings 
assigned to the Leiden period, and these now provide us 
with an accurate picture of Rembrandt's youthful 
activity. Young Rembrandt aimed at concentrating his 
vast pictorial conceptions in small-sized pictures, 
thereby continuing the tradition derving from Elsheimer 
and handed on to him by Lastman. 
The bright tonality and local colours of 
Rembrandt's early pictures will still reminiscent of 
lastman. Now begins that masterly interplay of light 
and shadow which Rembrandt, here too starting out from 
Caravaggism, studied chiefly in interiors and developed 
into the main dramatic vehicle of his painting. 
How deeply Caravaggesque realism impressed itself 
on the young Rembrandt is demonstrated by many other 
pictures as well, by Christ driving the money changers 
from the Temple Moscow for example, with its turbulent 
half-length figures. Rembrandt's work was finally 
sublimated into the universal expression of an 
imaginative world of vivid poetry. Rembrandt did not 
set out to paint a group portrait the familiar faces of 
those dearest to him served only as the starting point 
from which his vision evolved. Reality was always the 
indispensable springboard of his imagination. 
Like the utrecht painters, Rembrandt in his 
Leiden years applied himself to the study of old men and 
women, bent and furrowed with age, first the drawings, 
then in etchings and paintings of the some models. To 
begin with he rendered them with the Frank realism we 
find in the character studies of the utrecht school. 
That mystery-Laden atmosphere of a sanctuary is 
found again in the "Presentation in the Temple". The 
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yrandear and poetry of his vision of space link up 
Rembrandt with his yreat predecessors of two centuries 
before. 
With a tremendous increase of expressive power 
by means of "Chiaroscuro" , and with the certain of a new 
pictorial microcosm. Rembrandt's Leiden period came to 
a close. Amsterdam new and very different tasks awaited 
him. 
THE AMSTERDAM PERIOD 
The Amsterdam Rembrandt felt impelled to move on 
from the small formats of his Leiden period to those 
larger works whose presentations reflects the tendency 
of the age towards what the Italian called "La Meniera 
Grande" - the Grand manner. Hence the larye-sized 
canvases that now take the place of the small wooden 
panels and copper plates on which he had painted 
hitherta. "The Holy Family" of 1631 Munich is the first 
siyn of this change of style. With these Rembrandt 
entered into competition with the well-established 
Amsterdam portrait painters Thomas de Keyser, Necolaes 
Elias and Dirk Santvoort, whom he soon excelled in their 
own special field. 
The most significant work of 1632 is his group 
portrait of "The Anatomy Lesson of Professor Tulp" such 
corporation portraits were a national speciality in 
Holland. 
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New possibilities in the field of the yroup 
portrait were thus opened up, possibilities that had far-
reachiny effects on Rembrandt's later work. For the time 
being, however, as a result of this success in a 
difficult undertaking, he reaped an immediate benefit in 
the form of numerous portrait commissions, which flowed 
in steadily during the 1630 and which he filled with 
skill and gusto to the entire satisfaction. Rembrandt 
handled light not in accordance with reality but in 
accordance with his free imagination, although he 
exactly observed all the tonal values of reality. 
A master in rendering man's image, Rembrandt was 
equally great in rendering action, whether human or 
devine. There has never been a greater interpreter of 
the Bible, whose episodes he illustrated not only in 
countless drawings and etchings but in a long series of 
paintings. 
The result was that the devotional picture 
ceased the exist, its place being taken by the 
historical picture illustrating biblical episodes. This 
being so, painters in Holland tended the represent Old 
Testament scenes more frequently than subjects taken from 
the New Testament, and the specialize in small-sized 
pictures serving the decorate sasristies, parochial 
offices and private homes. 
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The dramatic expression of movement is carried to 
its hiyhest pitch in the last named painting which 
however, is still inbued with all the subtetly and finess 
of late Gothic and late Renaissance art. 
Rembrandth passionately sought out such works of 
theirs as could be found in Amsterdam, and through the 
medium of Baroque he instinctively went back to the 
sources of the style, the great creations of the high 
Renaissance. A drav/ing in the Albertina after Raphal's 
portrait of Baldassare Castiglions, which Rembrandt made 
during an auction sale in Amsterdam. 
The sight of a mediocre print of Leonardo's 
last suppoer was enough to enable him the grasp the 
nobility and grandear of the original which he had never 
seen and the recreate it in a work of his own, the 
wonderful pen-and-ink drawing in Berlin. 
Rembrandt was able to study movement in the works 
of the great kenetians from Titian to Tintoretto, and 
the central Italian painters from Corriggio the Lelio 
Orsi. These masters were all represented in his 
collection of drawings and prints. 
Rembrandt did not persist in this clangorous 
fortissimo. In the following year, with the Angel 
Leaving the Family of Tobias, he resumed that series of 
small cabinet pictures in which he concentrated the 
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tremendous resources of his imagination on a strictly 
limited surface, forms as evidenced by the enchantmentof 
the landscape and the fantastic, microcosmis vision 
reminiscent of Altdorfer and Elsheimer. It was in the 
thirties that Rembrandt came closet to the so-called 
Baroque style which at that time reigned supreme not 
only in Italy but also in falnders, France and Spain. 
By 1635 his art could vie with that of a Italians for 
grandeur and power. 
Dutch art had always an innate tendency toward 
passivity and immobility. ever before had it known such 
turbulent movement as Rembrandt now developed in his 
large-scale biblical and mythological compositions. 
This stylistic change was not merely a new 
adoptation of Italian art as revealed through the 
mediation of Dutch artists who had been to Italy. 
Rembrandt alone mastured all these field, thanks 
to the richness and universality of his imagination, and 
in each he far excelled all his carvals. ,Rembrandt was 
the first painter in the history of art to work so 
directly with the medium, yet not other artist has 
spiritualized the matiere of the picture as he did. 
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MATURITY AND LAST YEARS 
It was the Rembrandt of the period 1630-1650 who 
was rediscovered and so much admired in the 18th century 
and by the Romentics . The Rembrandt of 1650s and 1660 
is the man who, since impressionism, has been hailed as 
the supreme master of European paintinys. For us today 
the great Rembrandt is above all the later Rembrandt, the 
creator of a painting which for elemental power has no 
equal in art history. 
Though the art of his maturity and old age is 
free of those elements of the unusual and extravagent 
which up the Night Watch, had baffled his 
contemporaries, it was no more accessible to them now 
than before. The reason lay in his mode of expression. 
From 1650 to 1655 Rembrandt produced his greatest 
etchings, and produced them more abundantly than ever 
before. To this period date his wonderful landscape 
etchings and the Bible scenes including the large 
passion plates. At the same time his creative energy 
overflowed in the great many drawings. As a result of 
this furor graphics his productions naturally declined 
the some extent. The period 165-1670 was the classical 
age of Dutch painting. 
Late in life Rembrandt often preferred the 
company of simple people, v;ith whom he could relax and be 
himself, to cultured circles in which he had formerly 
moved. 
Rembrandt's portrait-painting reached its climex 
in the likeness of his friend Jan six, whose date is 
yiven by the sitter himself in a chronogram as 1654. 
This is the greatest of all his single portraits. With 
this work Rembrandt achieved the full splendorof his 
mature style. The experience and discipline gained in 
the drawings and etchings of the early fifties had now 
ripened in to sovereign freedom and mastery. 
Rembrandt had attained the Titianesgue heights of 
his art. Like the drawing pen, the brush obeyed the 
subtlist motions of his hand, the breadth and sweep of 
his touch reveal the presiding genius of a master mind 
in full control of form and matter. Rembrandt's fame as 
a painter now equalled his fame as an etcher, but it was 
greater abroad than in his own country. 
Rembrandt's female nudes of 1654 represent an 
absolute of painting that, before him, only the great 
Venetian can be said to have attained they are the 
equal of Titian's nudes for sheer mastery in rendering 
the physical texture of naked bodies glowing with golden 
light and pol with the breath and blood of life, they 
are superior to them. 
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Datiny from the very end Rembrandt's life is the 
Brunsv/ick 'Family Portrait' . This has been reyarded as 
an unfinished work but, as it is signed Rembrandt must 
have felt that he had said all he had to say and life it 
deliberately in its present state. 
Rembrandt justified his methods with the words -
'A picture is finished when the artist has fullfilled his 
purpose in undertaking it." 
At beyinniny of the 1660 Rembrandt seems to have 
stood at the Summit of this power. Now that he was on the 
thereshold of old aye. On July 24 1663, he saw Hedriekji 
to heryrave. Liviny more in his private world than in 
the world of reality and with no one to be friend him. 
His son Titus also died after one year of marriage liviny 
behind him a young widow. This was a shock from which 
7 
Rambrandt never recovered "He died on October 4th 1669 
aged sixty-three, after a life poor in out world" events 
but lastly rich in inner experiences. 
He died on October "4th 1669". 
Chapter. Ill 
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CHAPTER - III 
WORK, STYLE AND TECHNIQUE OF REMBRANDT 
Rembrandt (1606-1669) was the Netherland's 
9reatest artist. Rembrandt's output was tremendous. 
Scholars credit him with about 600 paintint^s, 300 
etchings, and 1,400 drawings. Many other works have 
been lost. Unlike some other great artists, he wrote 
almost nothing about his art. 
The range of Rembrandt's subject is extra-
ordinary. His works include landscapes, nudes, 
portraits, scenes of everyday life-, animals and birds, 
historical and mythological subjects, and works inspired 
by stories from the old and new testaments. Throughout 
his career Rembrandt also made about 100 known portraits 
of himself. They form a unique autdfoiography. 
Rembrandt's reputation rests on his power as a 
story letter, his warm sympathy, and his ability to show 
the inner most feelings of the people he portrayed. His 
use of light and shadow creates an atmosphere that 
enables us to share his sensitive response to nature and 
profound understanding of the individual's inner life. 
Few artists match his genius for showing the human aspect 
of Biblical characters. He was equally capable of 
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sugcjestincj the divine spark which rists in every human 
bein9. 
Rembrandt was born in Leidin on July 15, 1606. 
His full name was Rembrandt Harmenzoon Van Rijn. He 
first studied art with an obscure Leiden painter from 
about 1621 to 1624. Then he studied with Pieter Lastman 
2 
in Amsterdam. About 1625 Rembrandt returned to Leiden to 
point on his own. 
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1625-1631 was Leiden years, most of Rembrandt's 
early works are small precisely finished pictures of 
Biblical and Historical subjects. The influence of 
lastman can be seen in the lively gestures and 
expressions of his figures and in his vivid colours and 
glossy paint. However, Rembrandt rapidly, surpassed his 
teacher's ability to tell a story. He used riyht and 
shadow better than anyone else to heighten the drama of 
his works. Light and shadow became his principal means 
of pictorial expression. 
1. The World Book Encyclopaedia, Volume No.16. 
2. He first studied art in 1621 to 1624 with an 
obscure Leiden painter and then with Pieter 
Lastmen in Amsterdam. 
3. LEIDEN YEAR - 1625 to 1631. 
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Rembrandt quickly achieved local success. He 
began to teach in 1628, and his strong personality 
continued to attract students and followers throughout 
his career. 
A number of mythological paintings, mostly of 
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small dimensions of the year 1631 or there abouts 
Andromeda "Rape of Prosepine" Rape of Europe" el it. 
Numbers 466 to 464 are already illustrative of that 
peculiary realistic conception, which makes all 
Rembrandt's creations so intensely alive. Classical 
beauty is not be looked forhere, but they are full of 
dramatic tension and true observation. In some there is 
already a landscape background, which recalls the work of 
Elsheimer. 
One or two other large pictures belong to this 
early period. The "Blinding of Samson" in Frankfort, 
painted in 1936 is a rather overcrowded composition, 
and realistic to an almost intoterable degree. In 
"Belshazar's flast" of Lord Derby's collection attractive 
as it is in the splindid quality of the paint of the 
prince, with his threatrical gesture and expression, 
fells nearly half the picture. 
4. Book - The Painting of Rembrandt, Published in 
Great Britain in 1937. 
5. "Blinding of Samson" (1636) in "FRANKFORT" 
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It is difficult to realize that the _"Danae" in 
Laningrad is of the same year, the nude figures could 
stand comparison with the finest of Titian's works 
delicately painted fresh is marvellously luminous in the 
soft, warm light. 
This was the period of Rembrandt's first 
landscapes, which still reflect the influence of genius 
of Herculus seghers, and possessed a number of his 
pictures besides no doubt, his itchings. His own 
landscapes of his period like seghers, are quite unreal, 
with fantastic buildings, water falls and huge trees. 
A sudden shoft of light lends drama to the dark scene. 
Later his landscape - composition became simple and more 
restful and the light becomes softer and more diffused. 
In one single instance he painted a little winter land-
scape, so simply and broadly executed that it is more 
modern in effect ever than the delightful winter scenes 
of Van der Neer and Van der Caplle the specialists in 
this type of subject. 
Rembrandt's landscapes etchings from these years 
are like wise often venetion in mood. The building in it 
are clearly in the Italian manner and the hill formations 
are anything but 'Dutch'. But even more than these 
topographic details, the whole structure of the sheet 
with its the surfaces and masses blocking off the 
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distances is an Italian invention here enhanced to 
heroic jjroportions. Yet these landscapes do not at all 
represent a foreign body in Rembrandt's art of this 
period. 
Rembrandt's religion pictures demand an insight 
that was beyond the capacity of all but a few 
collectors. Most art buyers in Holland preferred 
subjects within their own expense landscapes, 
architectural views still lifes, everybody scenes. These 
various types we recall originated in the latter half of 
the seventeenth century as they becamefully defined an 
unheard of specialization began. The trend was not 
confined the Holland. We find it everywhere to some 
segree but Dutch painting was its fountainhead, in both 
volume and variety. 
The heroic period in the art of Rembrandt was 
anything but a heroic period in his life. Many factors 
combined to aggravate his economic straits. Rembrandt 
had never paid off the full purchase price of the great 
house on st - Anthonisbrustaat. There were the various 
sources of income mentioned by sandrastaition, the sale 
of his students work and then much more important there 
was his direct income from painting commissions which is 
bound to have brought in substantial scenes. 
31 
The collection of etchin9S and drawing by other 
artists was particularly larye they were not enumerated 
individually only as partyolios. 
Durin9 these years Rembrandt etched portraits of 
several of the finds who stood by him. He even did a 
likeness of the man whose job it was to serve as 
auctioneer of his art treasures. Thomas Jacobze 
Harimyh of other helpful friends. 
The heroic touch emerges even more compellingly 
in pictures that do not bear so unequicracal a portrait 
character. A major example is the so-called 
Polish Rider which must have been done in the 
mid-fifties. Lately careful study has been devoted to 
the meaning of this picture, and its title has been shown 
to be well founded in that all its elements. At the ele-
ments typical of Baroque art appear in Rembrandt and its 
thems were developed in his work Portraits showing not 
only the character but the distiny of the person, a 
highly individualistic realism which rejected stylised 
beauty the drama of death and night the strangeness of man 
as revealed in everyday life. But Rembrandt was 
essentially anti-Barogue in his way of interpreting 
religious, mythological and historical themes, which led 
themselves the emotional gestures when he treated such 
subjects, it was with the northern spirit of revolt 
Polish Rider painted (1655), The Frick Collection 
in 'New York'. 
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against the aesthetics of the south with the attitude of 
a Reformationman against the secret purpose of the 
Baroque art of the counter Reformation. 
In some of his works Rembrandt appears to be a 
pure painter in the way that valusquez and Renoir were, 
but in others he leads us on beyond image and form, and 
makes us consider an implied philosophy which is 
disconcerting in its range and depth. His metaphysical 
preoccupations have often been explained by the contact 
he is known to have had with Dutch and Jewish schoolars, 
and by his possible contact with Spinoza (some claim that 
the latter was portrayed in Saul in The Hague. It is 
more reasonable to believe that Rembrandt, who liked 
meditating in solitude, spontaneously encountered the 
great problems that disturb the minds of all men. 
Rembrandt's work was the outcome and conclusion 
of Dutch painting, which he transfigured and realised in 
its most intense form. He magnified and sublimated the 
elemental, revealing and deepening its mystery. In the 
world of Rembrandt's painting, objects take very little 
space, for they are consumed and transcended in that 
almost monochrome substance in which the mystic gold of 
an alchemist infuses and vitalises the brown silt of the 
earth's origins. 
7. Book - "Art and Mankind", Larouss. Encyclopaedia 
of Renaissance and Baroque Art, German Pullo, 
details from the alter of St. Bernard in (1775). 
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Few still lifes are to be found in Rembrandt's 
work for here ayain the objects he liked had to have a 
strange, exotic, eniejinatic beauty. Tormented by the 
problem of man's destiny, by his presence on earth and 
his transcendence, infused concrete forms with an 
incandescent soul which destroyed all that is not quint 
essential. Whether he had to do with portraits or 
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landscapes, pro ane or religious, naturalistic or 
mytholoyical pictures he was haunted by the problem of 
the divine in man and the flesh of the angel. 
In the flame of his inspiration the uncertain and 
perishable were annihilated, so that the gold of his 
significant transmutations might shimmer at the bottem of 
the crucible. He was admired for talents that were only 
a trivial part of his genius, misunderstood by his 
contemporaries because he had a different notion of the 
'real'. He has been reproached for decomposing the flesh 
when it interferred with the soul as if the latter were 
not the supreme reality and ultimate end of artistic 
creation. His religious anxiety was condemned as 
spiritual anarchy, and his artistic freedom as a 
perverion of form. His contemporaries were hardly due to 
realise that no one was more concerned with reality than 
he was, for they preferred skin-deep naturalism and the 
superficial, almost photographic accuracy of reproduction 
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nor could they understand that it was necessary to ^o 
through the smelting process in order to achieve a 
higher state of reality. Based on a misunderstanding, 
his fame was oblitirated by i.;isinterpretation and lack 
of appreciation. Let it Dutch art in general developed 
along such daring lines it was because of Rembrandt's 
supreme achievements. His greates achievement, which was 
at the very centre of the formal and mystic venture, is 
that he fused in to one substance the natural and the 
supernatural. 
Rembrandt's two marriages if one can call his 
concubinage with Hendrickji stoffels a marriage, his fame 
and decline, his unhappy fatherhood, for the destiny of 
Titus was involved, with his father's destiny, his 
extravagacls and miseries even his moving from house to 
house his descent from his beautiful and fashionable 
house in St Antonic Breestraat in Amsterdam to the 
dingry lodgings in the street where the Jewish pedlars 
lived - all this is part of Rembrandt's biography. In 
which each incident is important the worries of a needy 
painter, his success with the rich and cultivated middle 
classes, then solitude and an independence which became 
more and more costly, and finally the wiles of a bankrupt 
tradesman - such was the epic life that has its place 
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blazoned in Dutch history. He had to be born in 
obscurity and die in obscurity so that Dutch paintiny 
could complete its full circle the complete sacrifice 
and sanctification of man's destiny. 
ETCHING 
Rembrandt's Etching were intended, to have a 
wide distribution amonyst the general public and in this 
they differ from his drawings. In contrast to the line 
engraver who must slowly incise or big out each line, the 
eacher can work fast. With his etching needle he can 
draw his design in to the protective wax coating on his 
copper plate as easily as he draw with a pencil on 
paper. The stroke of the needle scratches off part of the 
protection coat, exposing the total and the lines thus 
produced are bitten - or - etched - in to the plate by 
acid. When the etching is completed the protective 
layer of v/as is removed, the plate is linked, and prints 
are then pulled. 
The effect of the etched line is quite different 
from that of the engraved line whose width varies 
according to the strength with which the burin is 
applied to the copper. No place for a detailed 
discussion of now Rembrandt learned etching technique and 
made the etching needle an obedient instrument for his 
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artistic purpose. His earliest undated prints were 
produced about 1626 the earliest prints in 1628. 
His etchiny like this drawings reveal a gradual 
development. In his etchings by means of broad, loosely 
placed strockes which produce an illusion of reality 
permeated with light and shadow. 
For a large prints he resorted to collaboration 
as late as the second half of the 'thirties' "The 
Raising of Lazarus" the Good Samaritin, the "Decent 
from the Cross" are the best known examples of such 
8 
collaboration "The Death of the Virgin" of 16 39 is a 
subject in which he freely used the dry point technique, 
where-ever many etched scenes from the Old and the New 
Testament. 
Rembrandt produced after 1640 are the purist 
example of the unique art, owing their vitality 
exclusively to the colourful force and richness of their 
embossed dock lines. "During the 'fifties' etched a 
series of scenes illustrating the story of Christ." 
Rembrandt's last etchings such as "The Three 
Crosses" in the fourth stall which move us so deeply. In 
the final decade of his life Rembrandt, to a far greater 
extent than ever before was essentially a painter as may 
8. In "The Death of Virgin" use dry paint technique, 
"The Story of Christ" series during 'fifties' 
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be seen in the thickly linked effects of these etchin9S 
when they are viewed in the paper light. Good proofs of 
these works not altered false restoration, are surely, 
among his most significant and most human creation. 
DRAWING 
Rembrandt's drawing and etchings met with general 
recognition even in his lifetime - indeed, soon what 
earlier than his paintings and they upheld his 
reputation as a brilliant portrayer of Biblical subjects 
in his later period when his paintings were rejected by 
classicists because of his thickly encrusted pigment. 
It is above all thanks to his drawings and etchings that 
Rembrandt the painter was rediscovered as early as the 
end of the seventeenth century. 
Rembrandt's drawings are perhaps the most 
authentic documents of his art. Although they were 
often quickly penned on small sheets of paper that he 
happened to have at hand, they are works of art in the 
full sense of the word. Much the same may be said 
Rembrandt's drawings, those subtlest products of his 
art, whose charm can no longer be sensed when the paper 
fellows with the passage of time, or when they are 
blemished by stains. 
9. Book - "Rembrandt" - LUDWIG MUNIZ 
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Rembrandt drew throughout his life. His work 
both paintings and etching - actually arose out of 
countelss rapidly sketched drawings in which he observed 
his surroundings. The young Rembrandt's first drawings 
are marked by adherence to the prevalent tradition he was 
strongly influenced in the manner of making his strokes 
by everything he learned from artists as different as 
castman. Earliest drawings the stroke is vigorous and 
the accents are placed by means of wash. 
To get such effects Rembrandt often let the red-
brown ground preparation of his panel show through or 
scraped down to it through the wet pigment with the 
handle of his brush the picture than seemed to glow from 
within as if steeped in some fiery substance. 
After 1640 Rembrandt's style of drawing slowly 
and steadily acquired greatness while preserving realism 
no-matter how small the sheet of paper. The main group 
of the drawings representing Christ. His miracles and 
his passion, dates from "fifties". From the sixties, 
the last decade of his life, there have been preserved 
only a very few drawings broadly executed with the read 
pen, and marked by a power which is truly extraordinary. 
In addition to the studies of figures in chalk 
and red chalk a crucial example of this manner is the 
magnificant and yet so unemotionally conceived sketch 
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of "Christ carrying the Cross" dating from the early 
'thirties'. The pen drawing with their uncannily deft 
washes. 
On the other hand the picture SC\2TI3 SO clearly out 
of character with a commissioned portrait that one would 
expect it to field some deeper meaning. 
The inventory of Rembrandt's are collection, 
already mentioned, affords as particular insight in the 
his store of his own paintings and those by his 
students. The latter, by the way are never listed as 
copies by particular students although the various 
copies after Rembrandt - and even after Rembrandt 
drawings may will represent the work of his apprentices 
we have been unable to identify such works among our 
present day corpus of paintings attributed to Rembrandt. 
Much more important as study nutrials were the 
portfolios with drawings and engravings after Dutch and 
foreign masters are enumerated separately. One is 
described as being, "Full of crucious miniatures" could 
these have been the Indian miniature of the 'Mughal 
School' which Rembrandt copies Merculas seghers and the 
Venetians Roman portraits busts Raphal drawings after 
ancient sculptures - all these were elements of 
10. "Christ Carrying the Crossed" drew in early 
thirties. 
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Rembrandt's visual world druiny these years but the fact 
that he owned the worked of others and was influenced by 
them. 
The sketch of Homer Rembrandt drew in six's album 
in 1652 is another taken of his shrewd appropriation 
of various cultural traditions. In the delicate 
draftmanship with its large light areas - must drive from 
the East. This new drawing style also began to invade 
Rembrandt's paintings, softening and transfiguring the 
vigorous brush-work of his heroic period. 
In these years, which saw a new monumentally of 
farm in Rembrandt's female nudes. The grace of the 
beautiful nude body and the state of mind of a women 
expecting her lover preoccupied Rembrandth to the paint 
where .other details of the story are left vague. The 
unusual spirituality of the scene made scholars 
reluctant to accept the obvious identification of the 
subject. 
In the course of the year 1652 Rembrandt was 
commissioned by "Antonio, Ruffo" a noble man from 
12 Sicily' to paint a picture of Aristotle. The 
11. Sketch of "Homer" drew in six's Album in 1652 
12. A picture of "Aristotle" painted about 1652. 
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corresponding concerning this commission has been 
preserved though of course it does not include any 
letter by Rembrandt himself these letters reflects 
Rembrandt's views and offer an interesting commentory 
on them. First pictures must have appeared strange and 
old fashioned to Italian eyes. 
The mood of the paintings is heavy as the brush 
work, which has a touch of unreality. For the first 
time we encounter here large white areas shot through 
with gold, while the expense of black robe is cut 
through by a glittering gold chain - green and blue -
green shadows blend in white cassock. There is little 
emphasis on the hands as the indicators of action. Even 
the almost square format of the painting may not by 
fortuitous. Its balanced dimensions seem the resist all 
centrifugal force. 
About 1641 the Civic Guard of Amsterdam applied 
the Rembrandt the paint for them a larger picture of the 
company going an prade under the command of their Captain 
France Banning Cocq. This was the picture that became 
13 known later as the 'Night Watch* . There can be little 
doubt that the artist was allowed full freedom to carry 
out the commission according to his own ideas but we may 
13. "The Night-watch" A master piece in "RIJKSMUSEUM" 
(1642). 
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give that the result did not satisfy the civic guards. 
The Captain Banningh Cocq and the Lieutinent William 
Rujlinburg are prominent enough in the foreground but the 
other figures are hardly treated as portraits. Rembrandt 
was interested not in the portrayal of the individual 
Guard, but in the composition of the whole in a rich 
interplay of movement and light. A certain liveliness 
in the composition each portrait is carefully executed 
and has to proper place. And for that very reason now 
doubt it did not please the civic Guard pieces of 
Rembrandt's contemporaries without interest to stand 
enthrallf'^ "! before the marvellous light and colour of the 
'Night-Watch'. 
Rembrandt always put more emphasis on his use of 
shadow than his use of light, that his figures stand out 
in relief from the darkness or that they are absorbed 
within it. For this reason it is important to not that 
at no time in his career did Rembrandt employ the red or 
dark brown bolus ground (priming) of the Italians, so 
characteristic of southern Baroque with its clearly 
articulated divisions between light and shade. Like his 
Dutch contemporaties, Rembrandt utilized a brighter 
underpainting which enabled him, to obtain effects of 
subdual lighting when he scratched through in it. The 
background pillars in "simeon in the Temple" at 
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subordinated to the over all coherence of the subdued 
harmonies of tonal paintiny. 
In Rembrandt's works after 1640 adjacent to the 
dynamic brush strokes, isolated spots of various colours 
equal size, laid on quitely but firmly at various places 
in the paintinys. In Addition to the brush with which he 
painted one transparent layer of paint over another, 
coveriny it with ylazes, he used his palette knife to 
lay on thick masses of pigment or where the effect 
requires it, to scratch off the paint and thus expose 
portions of the brighter under painting. 
In Rembrandt's paintings portions have been 
laid on ever more thickly than in Van Gogh's with 
broader brush or with the palette knife, but the 
fundamental difference is that in addition the convaying 
a furioso of experience in the leaping, flaming brush 
strokes. Rembrandt coudl also achieve in the same 
painting deep, luminous colour effects by means of colour 
harmoinies and the application of several glazes. 
In the forties however, Rembrandt did not achieve 
with this technique the epoch-making master pieces that 
he created later. During this decade, with drawing in 
the himself because of his misfortunes, he produced his 
most intimate paintings. For all theri dramatic tension 
- always present in a work by Rembrandt - the paintings 
of his period are the most optimistic in outlook. 
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The recorded statements attributed to him may 
actually be his not only those relatively in technique, 
as when he said. 
"The paint smells bad, move further back", I am 
painter, not a dyer", but also that remark which has been 
so overworked. "A painting is finished when the artist 
had achieved his purpose". 
Rembrandt's most mature works date from the last 
two decades of his life. It is customary the speak of 
Rembrandt's work after 1650 as marking a serener period 
of his art, because he renounced survival Baroque 
compositional devices to which he had resorted 
immoderately in the thirties. But such a view is just an 
inadequate as that according to which Rembrandt became a 
master colorist only in his old age. 
During the period when his life was tragically 
overshadowed by external misfortune, Rembrandt remained 
the same as before, however much his technical means of 
expression may have changed. His paintings are no 
longer composed as though the be holder were secretly 
witnessing the action from a hidden former. Small 
figures are no longer integrated within great spaces. 
The extra ordinary thing about these meditative 
figures is the way in which Rembrandt uses the dramatic 
play of light the deeper the religious import of the 
picture. 
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It was in his old aye that Rembrandt produced the 
works that are so notable for the shalteriny vehemence 
of their colours. However yreat the disposition to calm 
and harmony that these pictures reveal they are 
animated by the yreatest tension. For Rembrandt has put 
a certain distance between his reds and yreens and 
wherever he had used them as vehicles of a particular 
meaniny he has interposed yellow and blues. No one has 
equalled Rembrandt in the ability to make a yellow ylow 
brilliantly throuyh the sliyhtest nuance, or at other 
moments to transform it into a poor muddy colour. There 
is a yreat wealth of expressive possibilities in his 
blues, which ranye from a liyht blue to a blue that has 
almost the ylow of an unerald yreen. 
When Rembrandt died in 1669, he left an 
unfinished paintiny on easal in his studia "Simeon in the 
Temple", showiny the old man prayiny to God to let his 
servant yo in peace now that he has seen the Liyht of the 
world. It has been identified with the noble ruin of a 
picture now in the "National Museum in Stockholm", even 
in its yreatly damayed state it affords a moviny 
testimony of Rembrandt's art at the end of his life. 
This picture miyht be an illustration of the worlds of 
comenius". "Death is the last line written by life, so 
that if the end be yood, then all is well." 
Chapter. IV 
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CHAPTER - IV 
REMBRANDT AS A PORTRAIT PAINTER 
We have mentioned Rembrandt's 9reat 9ift for 
expressive characterization as manifested in biblical 
scenes and his sketches. Rembrant was a ^reat artist of 
peaceful atmosphere. He presented the profound ideolo<-,y 
of his country. His portrait own their vitality to the 
fast that in them the exassive sharpness of his linear 
n 
characterization in the various parts of the face has 
been brought toc^ether in to over-all unity by means of 
colouring, lighting and shading. To Rembrandt each part 
of the face the individual eye, every single feature, has 
its own expressively vigorous life. Each hand is endowed 
with its own special power of expression. 
He painted 11-12 portraits of his father and his 
mother also the subjects of his many paintings. In the 
age of the 14 Rembrandt was admitted in Leaden 
University, but only after a year later he came back and 
for the education of art he came into the guidance of 
"Pieter Lastmen" there he received the education of 
sketching in classical manner. He had painted all kinds 
of paintings, good as well as bad. He had painted nearly 
62 self-portraits in his life, no other artist had 
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painted so many self portraits. One of the self portrait 
of his is of the age of 23. 
In the field of painting in which Rembrandt 
achieved popularity from '1630' jn was that of 
representing the human figure most often in life-size, 
half length portraits. At that time portrait painting 
was in its heydey in Holland. Besides Frans Halls there 
were a number of successful portraitist of the older 
generation, such as Elias and De Keyser. But they 
confined themselves in thier straight forward portraits 
to a limited range of impresionistic effects. The works 
of these artists served Rembrandt in his early period as 
models for his own much more vivid portraits. 
Main characteristics of his self portraits at the 
age of 23 are beautiful face with looks of hair falling 
on it and eyes full of telent and attentiveness. At this 
time he had established his work well in the field of 
art. 
One of his painting was sold in '500 Dallar'. 
Later in every self portrait he used new technique. His 
facial expression also changed, experienced and 
thoughtful eyes took place of the beautiful face and the 
brightness in the paintings was also left out. With self 
portraits and portraits of his mother and father he also 
painted the Biblical stories. 
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In this period many people from Amsterdam came to 
call him back, later dueto the pressure of the people of 
Amsterdam. He went to Amsterdam and lived there for rest 
of his life. There he worked as a print director and 
painted the portrait of saskia. 
In 1632 Dr. Tulf a well known surgeon invited him 
to paint the anatomical lesson. He had painted the 
beautiful expression of Dr. Tulf and his seven students 
while observing a surgery. He was appreciated very much 
for this painting. 
After that a great number of people came to him 
for making paintings. He completed "40 paintings" in 
two years and received a suitable amount of money for his 
living. In "1834" in the age of 28 he married Saskia. 
He also painted the beauty of his beautiful life in his 
painting. Before marriage she had become model for his 
paintings for two times, at this time only she was 
proposed for marriage and she married with Rembrande one 
of his painting she is sitting on his knee and he is 
having a big glass in his hand and both are very happy. 
Between 1634 and 1642 Rembrandt painted large 
number of great paintings. He also painted many self 
1. "The Anotomi Lesson of Professor Tulp" , 'A group 
portrait' in Holland (1632) 
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portraits in different styles. For the purpose of 
studyincj character he painted a portrait of old women, 
he also painted same paintin9S of rural people. 
Alony with these paintinys he also painted bitter 
religious subjects in new style except these he has 
chossen his models from common life. 
between 1654 and 1660 a respected Collector in 
Messina, Antonio Ruffo, commissioned Rembrandt to paint 
him three pictures a "Homer" (In Bredius collection) 
2 
"Aristotle" and an "Alexander the Great" In each 
paintiny technique light effect and deepness of feelings 
is shown in such a good way that every painting seems to 
be the best painting. he also purchased a big house for 
his living and for the exhibition of his painting. He 
also liked to collect old artistic things for this 
purpose he also wanted to make a museum in this house. 
he was unable to pay the cost of this house and became 
bankrupt. 
The last painting of this period is "The Night 
Watch" some critics have called it as a dry scene. 
2. "Homer" in E'<id ius Collection. 
"Aristotle" in Lord Duveen Collection 
"Alexander the Great" in Glasgow Art Gallery & 
Museum. 
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The painting is on the Canvas of 14 x 12 in which Captein 
Cocq'ssoldier group is shown, Every description of this 
painting is very perfact and the shades of light and 
dark are painting very sensibly captain is in the middle 
of the painting other fifteen people are shown at 
different sides, they are not prominent Rembrandt had 
taken 500 dollars from each person in this painting but 
later some of them said that they were not properly 
painted as some faces were painted dark, some were in 
front some remained in the back, so some them were not 
ever recognized. 
In reality this was not a group portrait but a 
creation of a scene. So the people who had given money 
for the group portrait were not satisfied, it result 
that people hesitated the paint by Rembrandt. In the 
3 
end all of his money was finished and he became poor. 
Renbrandt was a great artist but he was not fit according 
to that period. He did not paint the portraits of people 
according to the will of the people but painted according 
to his own choice. In this way he did not satisfy other 
but painted for his own satisfaction. 
Rembrandt etched portraits of several of the 
friends who stood by him. He even did likeness of the 
3. "The Night-watch" master piece painted in (1642) 
in Rajiksmuseum. 
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man whose job it was to serve as auctioneer of his art. 
The heroic touch emeryes even more complintjly in 
pictures that do not bear so unequirical a portrait 
character. "A Major example is to so called "Polish 
4 
Rider" which much have been done in the mid-fifties. 
Lately careful study has been devoted to the meanincj of 
this picture and this title has been shown to be well 
founded in that all its elements. 
In the "Family Portrait"^ (1667) the colours seer; 
to ripple over the surface. They shimmer and ylow in 
multiple refraction, as if brought forward by the light 
ayainst the mysterious dusk of the shadows. The solid 
forms are not cicaily defined in relation to the 
surrounding space, they decrease in-density toward the 
surface, and seem to be on the point of dissolving. 
In the treatment of the individual figures, 
clothing, body and face appear to have been fused in to 
one sustance - a strangely immaterial, intangible 
sustance in which the physical and the psychic are 
brought to an unexampled degree of interpretation. It 
belongs among the master's latest works, those in which 
4. "Polish Rider". The Frick Collection in New York 
(1655) . 
5. "Family Portrait" in Ulrich Museum (1667). 
53 
he drew his ultimate conclusions from the studies on 
nature. 
Two years before the death of his wife Saskia his 
mother also died. Then his wife's death and the 
dissatisfaction of his custorres made him sad. In place 
of portraits he started paintiny nature at different 
places. He painted a landscape namely "The Three Trees" 
in which he painted windy clouds with some reflection of 
Amsterdam from for. 
A house made of his namely Hendrickji stoffels 
consolt him after his wife Saskia's death slowly 
Rembrandt yot attracted towards her and he painted many 
of her portraits. Later he married hendriekji stoffels, 
but his customers became unhappy by this marriage. When 
his son Taitus became older he made his portrait in 1657. 
In this portrait the experience of his technique is seen. 
In 1657 he was unable to pay the money which he 
had lended, so his paintings oxened but still he was 
unable to pay book the whole money. In this condition 
also Rembrandt did not stop painting. 
In 1662 Hendrickje also died and in "1668" the 
marriage of his son Taitus took Place. But he also died 
after a year. Rembrandt was unable to bear this and he 
also died in "1669" at the age of 63 years. 
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In old aye Rembrandt was attracted towards common 
people and simple life. He saw his personal tragedies 
amony the common people also and painted them. In his 
last self portraits this technique is seen. In the self 
portraits painted in 1660 the failure of life, 'inner 
feelinys and seriousness of character is seen as it, he 
had accepted the reality of life. 
Rembrandt nearly 300 Etchings, 2000 sketches, 
650 coloured paintinys are now present in the art world. 
In self portraits first the shininy of lips and 
luxurious dresses are shown whereas in later self 
portraits seriousness and depiction of experience in his 
eyes. 
A self portrait shows not only how the painter 
sees himself but how he wishes to be S'^ en . At this stage 
Rembrandt's self portraits yrew firmer, their expression 
yraven which need not necessarily be taken to reflect 
the vicissitudes of his life. Rembrandt's vision of 
himself in this portrait and its preliminary drawing 
showiny him dressed in painter's smock, is marked by 
laryeness of perspective. 
In sketches he had used pen, wash drawiny and 
coal also with the few lines only 'he had shown the 
important parts of body in differenr movements. 
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Rembrandt's work the outcome and conclusion of Dutch 
painting which he transfigured and realized in its most 
intense form, he magnified and sublimated the elemental, 
revealing and deepening its mystry. 
Chapter. V 
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CHAPTER - V 
CRITICISM OF SOME IMPORTANT PAINTINGS 
OF REMBRANDT 
Rembrandt was the great and genious artist of his 
period. He had worked best with different techniques but 
some of his work were not fit in that period. 
Rembrandt loved to humanity and hatered of shams, 
mixed with an explosive vitality, made him rebel against 
the conventional academisim of his day, both in its 
baroque and its classical manifestation, turbulence and 
dramatic lighting of Baroque he enjoyed and mastered, 
but its rhetoric and reliance an emotional cliches he 
could never swallw. 
On the country he found in the simplicity and 
concentration of premannerist art a basis of design which 
would enable him the present the truth with greater 
directness. His passion for truth was inseparable from 
his desire to construct compositions which should have a 
firm, timeless quality, capable of realization on a large 
scale. 
Since 1610 the fame of "Rubens" had been bold 
enough to attempt on international style, especially the 
Utrecht painter Honthors and Terbrugghen who had learnt 
exciting new tricks of Caravaggo. A "Descent from the 
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Cross" by "Rubens" seems like a wonderfully coloured 
relief, the same scene by Rembrandt arranged diayonally 
ayainst the evening light, is endowed with life, the 
viewer is made part of picture. Another of Rembrandt's 
artistic devices was to place large figures close to us 
in the forground. 
Rembrandt was the supreme self educator. In 
Rembrandt's re-interpretation of the art of the past we 
can see something that went far beyond even the most 
intelligent study. In a series of personal notes 
written about the year 1630 constanin Huygens, a 
distinguished scholar and connoisseur, commited himself 
to the extravagent opinion that "the miller's son 
Rembrandt and the embroiderer's son "Lievens" were 
already on a for with the most famous painters and would 
soon surpass them. And there followers the critical 
comment that Rembrandt excelled in judgement and 
liveliness of emotional expression where as Lievens 
excelled in invention, in a certain boldness of subject 
and grandeur of form. This well known statement often 
quoted to show the fallibility an contemporary 
judgements, has a peculiar interest in our present 
context. 
"There are few paintings about which so much has 
been written as "The Niyht Watch". Some critics have 
called it as a day scene. The paintin9 is on the convas 
of 14 X 12 in which captain Cocqs soldier 9roU]j is show. 
Every description of this paintiny is very perfect and 
the shades of light and dark of painting very sensibly 
captain is in the middle of the painting other fifteen 
people are shown at different sides they are not 
prominent. Rembrandt had taken 500 dollars from each 
person in this painting but later some of them said that 
they were not properly painted as some focus were 
painted dark, some were in front some remained in the 
back, so some them were not even recognised. 
In reality this was not a group portrait but a 
creation of a scene. So the people who had given money 
for the portrait were not satisfied, its result that 
people hesitated to paint by Rembrandt. In the end all 
of his money was finished and he become poor. 
"Portrait of a Youny man" 16 58 in this strangely 
moving and disquieting work. In this portrait the 
unnaturally large eyes of the sitter, his hollow cheeks 
with protruding cheekbones, and the pallor of his face 
the symptoms of illness. 
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The man is shown in a relaxed position his riyht 
arm reting on what may be the back of a chair. he has 
been reading from the manuscript which he holds in his 
hands, but he now pauses and looks up, yazin9 not at us 
but out in to the vayue distance as though thinking or 
dreaming. The full light on his face draws or attention 
to the head as the primary centre of the painting, but 
its fascinating, intermittent play on hands, manuscript, 
the lace - trimming of the sleeves, and the bust in the 
background creates a peripheral area of interest. Thus 
our eyes cannot help oscillating back and forth 
manuscript and bust are brought in the close 
relationship with the man and become objects of great 
significance. 
In "The Board of the Clothmakers 'Guide* (The 
Syndics) 1662 the corner of a paneled room where the 
five members of the Board are grouped around there sides 
of a table, a servant standing in the background. 
Actually the scene taking the place of the assembly to 
which its officers are apparently explaining an item of 
the agenda. Some disagreement must have been voiced 
from the floor. The chairman in the centre has just given 
his answer, painting at the records in front of him, 
his neighbour to the right has checked the correctness of 
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his statement, and both are lookiny with an expression of 
calm assurance in the direction of the opponents. 
One thought is in the minds of the six "men, the 
point raised by the opposition. Shared "responsibility 
draws the group together, but does not effect the 
difference between personalities. On the contrary, the 
character and temperament of each are laid bare by his 
reactions to the incident. Posture, action and the 
fleeting reflection of emotions in the faces are so 
eloquent that actually seem to be looking in to the 
innermost recesses of the minds of these Amsterdam 
businessmen. They are so strikingly recreated on the 
canvas, with all the distinctive and characteristic 
details of their physical appearance, that they sparkle 
with life and actuality. 
By the co-ordination of table, figures, and 
recess in the wall, our eyes are subtly drawn to the 
central figure of the chairman, the most distant in space 
of the officers. 
"In the 'Night Watch' physical energies had been 
forged into a wedge moving toward a twenty years later in 
"The syndics, spiritual bonds bring us under the 
arresting spell of the six men, whose eyes look in our 
direction. 
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"The conspiracy of Julius Civils" a preliminary 
sketch in the Graphishe made in 1661, shows what the 
completed painting looked like. The conspirators are 
gathered in a vaulted hall with open archways. In the 
centre, on a platform above a broad flight of 
stepsflenked by stone lions in the style of sculpture, 
stands the banquet table with the assembled Batavians. 
"Such was paintings when it was delivered by the 
artist and hung in its appointed place early in 1662. 
But the municipal authorities were not satisfied and 
work was returned the Rembrandt for modifications. In 
such cases the master invariably showed himself 
uncooijerative, if not intractable. By the end of the 
year he had failed to made any change in the picture, so 
the vacant wall-space was filled with an in-different 
canvas hostily executed by Jurian ovens. Rembrandt's 
master piece was never restored to its rightful place. 
Left with the huge, unutilizable canvas on his lands, 
Rembrandt decided the perform a drastic operation. He 
cut away everything but the central group of conspirators 
around the table and fashioned this fragment in a 
unified whole. Basing that unity as the table, he 
extended it across the entire length of the picture, 
which he transformed into a caravaggisque candlelight 
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scene, addin9 to the foreground a new fiyure seen from 
behind, which looms out of bottomless deiJths of 
darkness". ' 
Rembrandt has painted unnecessary things in dim-
li^ht. There is much difference between Rubens art and 
his art. At the places where Rubens had shown happiness 
by usiny briyht colours Rembrandt has shown the 
importance of seriousness. Rubens has yiven importance 
to the physical beauty and Rembrandt has shown the inner 
feelinys. 
Rembrandt was a yreat artist but he was not fit 
accordiny to that period. He did not painted the 
portraits of people accordiny to the will of the people 
but painted accordiny to his own choice. In this way he 
did not satisfied after but painted for his own 
satisfaction. 
Two years before the death of his wife Saskia 
his mother also died. Then his wifes death and the 
dissatisfaction of his customes made him sad. In place 
of portraits he started landscapes at different places. 
When Rembrandt has died nobody can know about him 
cause of that people not satisfied to his work. 
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CHANGING VIEWS OF REMBRANDT 
Roger Depiles (17 06) - He has sometimes enriched the 
poverty of his subjects by a happy motion of his 9enius, 
but having no certain knowledge of beautiful proportion, 
he easily relapsed in to the bad taste to which he had 
accustmed himself. 
Arnold Houbraken (1718) - Rembrandt would not be bound 
by any rules made by others and not even follow the 
exalted examples of those who through their rendering of 
beauty had prepared themselves for eternal fame. 
Jean Auguste Dominique Ingres (1821) - Let us not admire 
Rembrandt and the others through thick and thin let us 
not compare them, either the men or their art, to the 
divine Raphael and the Italian school, that would be 
blaspheming. 
Eugene Delacroix (1851) - It may sound like beasphemy, 
but people will perhaps discover one day that Rembrandt 
was as great a painter as Raphail". 
Eugene Fromention (1876) - This so-called materialist 
this trivial, ugly man was a pure spiritualist if we 
take him thus Rembrandth is quite explained his life, 
his work, his tendencies, his conceptions, his poetry, 
"Rembrandt" "Wilhelm Koehler" 
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his method, his process even the varnish of his paint, 
which is nothin9 but a dariny and a carefully souyhtout 
spiritualization of the material elements of his craft. 
Vincent Van Gogh (1888) - And so Rembrandt has alone or 
almost alone among painters, that tenderness in the goze 
that heartbroken tenderness, that yrimpse of a super-
human infinite that seems so natural there." 
Chapter VI 
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CHAPTER - VI 
DESCRIPTION OF MY WORK 
In this chapter about my paintings, my work is 
realistic but not totaly realistic. Some fiyures in my 
composition are in dramatic positions and the technique 
of my paintings is modern. I have used broad strokes in 
my work. I like to paint faces, so in my composition 
faces are very clear and beautiful. I am influenced by 
Rembrandt in his realistic work and his great portraits. 
PLATE NO. 1 
The Portrait of a young boy 
This is the half portrait of a young boy of about 
8 or 9 years. In the portrait I have used the technique 
of Rough Strokes but I took great care of the face 
expressions of the boy. 
PLATE NO. 2 
Full Figure Drawing 
In this portrait the model is Sheeza in yellow 
sout. 
PLATE NO. 3 
In this portrait the model is a young boy of 
about 9 years. 
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COMPOSITIONS 
PLATE NO. 4 
Disappointment 
In this painting there are four figures, all the 
four figures are related to each other. First figure 
who is in the standing position is like a fairy who is 
consoling the disappointed figure of girl who sitting, 
bending her head down into her lap. Other two figures 
are also related to this scene. 
Inspite of being realistic this painting is not 
fully realistic. I have used Broad strokes in it and 
have merged the figures into it. I have done it in 
modern way. 
PLATE NO. 5 
Working Ladies 
This is my final year work and this is my third 
painting. According to title there are four lady 
figures in it who are in relax position after the work. 
There is a tree in the background. 
In this painting I have used bright colours, all 
the figures are related to each other. 
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PLATE NO. 6 
Bharat Natyam 
This is my last paintiny. There are two figures 
and both the figures are in different positions of 
danciny. The figures are realistic and the technique is 
modern in it also. In this paintiny also, I have used 
Broad Strokes. The face expressions of the front figure 
are according to its position. 
PLATE NO. 7 
Untitled 
In this painting there are two figures. In this 
painting I have used bright colours and have used knife 
also and background is unclear and dark. But figures 
are prominent. 
PLATE NO. 8 
Dancing Ladies 
This painting is also of dancing but it is not 
Bharat Natyam. The important thing about this painting 
is that I have used Bright colours in it. 
O^^' X -S 
Chapter. VII 
CONCLUSION 
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CHAPTER - VII 
C O N C L U S I O N 
Rembrandt was the artist of 17th century, 17th 
century and 18th century are regarded as the link between 
Renaissance and modern art. According to some thinkers in 
this century some efforts were made for the revival 
because in this we see the same characterstics which 
were seen in the earlier centuries. Like other 
techniques there was also rise and decline in this 
period. The subjects for the paintings in this period was 
Bible and classical history. 
This century was also affected by high and great 
artists. In this period great artists like Rubens, 
Velazquez and Teopolo came in to being. These artists by 
the help of - are tried to understand ancient classical 
art once more especially Roman Art. Inspite of this the 
colour power is clear and gaudy. 
There is simplicity and homeliness in the Dutch 
art. Rembrandt also influenced by Baroque art. In 
Baroque art the effect of colours light and dark were 
very impressive. His mind was a world in itself, rich 
with the experience of his inner life. He had no need to 
travel, a painting or drawing, even a mere print was 
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enout^ h to conjure up before his inner vision all the 
yrandeur and majesty of Italian art. In the same way it 
was familiar with the best period of German art. 
Such were Rembrandt's travels these were the 
realm in which his spirit ranged with him the inner life 
was everything. Also his private life was richer in 
dramatic human experience than that of most of his 
contemporaries. 
His career spanned the full circle from wealth 
and prosperity. Rembrandt's six brothers and sisters 
grew up beside him. After the older boys had adopted 
various trades his father decided to train Rembrandt. 
After leaving Swanenburch, Rembrandt moved the 
Amsterdam where he studied for six months with Pieter 
Lastman. 
Though of much shorter duration than his Leiden 
apprenticeship, this period of study in Amsterdam had a 
sudden and decisive effect on the shaping of Rembrandt's 
artistic personality. After his returned to Leiden he 
started work as an independent artist. 
His parents and his brothers and his sisters or 
the analyse and caricature them as he did his for a 
learned profession. After completing the seven year 
course of classical studies, which certainly contributed 
not a little to establishing his status in later years 
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as a learned painter he was enrolled as a student at 
Leiden University. 
The ture of art was evidently too stron^^ for the 
soon cut short his classical studies and entered the 
workshop of a local painter Jacop Isaaks Van's under 
whom he studied as an apprentice for three years. 
Rembrandt took lodgings with the painter and art dealer 
Hendrich Van. He met his host's cousin, an orphan yirl 
named Saskia. She was model for herself portrait. 
During this period they became attract with each other. 
They were married a year later, on July 10th 1634. 
Rembrandt's marriage with Saskia was an extremely 
happy one. His success as an artist combined with 
Saskia's affilience and social standing soon led to 
Rembrandt's rise in the social scale. 
Rembrandt earned with his pictures he spent so 
freely and lavishly on collecting works of art that his 
contemporaries. Rembrandt experienced not only the 
inspired those of artistic creation and the joys of a 
happy married life. 
Rembrandt busily engaged at the beginning of the 
1640 on the 'Night Watch' and major works Rembrandt 
suffered the tragic loss of those nearest and dearest to 
him. First his mother died. Thus must have come as 
terrible shock to Rembrandt for in light of his art. 
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The 1640 were at first a period of grouping and 
experiment, most noticeably in the drawing. As Rembrandt 
broke free of the conventions of the 'Modern art' of his 
day. Rembrandt had achieved that inner and outer freedom 
which he himself had declared to be the only worthwhile 
aim in life. In his own world he stood on an equal 
footing with the other great ages of paintings and their 
standard bearer who belong now more to the past. 
The list of works of art that reads like the 
catalogue of an extensive museum, besides pictures and 
print collections. The large series of Rembrandt's own 
drawings classified by their subjects in separate 
portfolios. 
At the beginning of the 1660 Rembrandt seems to 
have stood at the summit of this power. Some critics 
criticised his work also. So he became bankrupt in his 
last year. In old age Rembrandt was attracted towards 
common people and easy life. He saw the personal 
incidents of his life in other people also and painted 
it. In his last self portrait we see the same feelings. 
This painting of 1660 we see the defeat in life inner 
emotions and metancholic character, it seems as if he has 
accepted the reality of life. 
Rembrandt alone mastered all these field thanks 
to the richness and universality of his imagination and 
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in each he for excelled all his corvals. Rembrandt was 
the first painter in the history of art to work so 
directly with the medium, yet not other artist has 
spiritualized the matiere of the picture as be did. 
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